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Swedish metal band, and like many other fans they are excited to ask the band to produce songs about wars. In noticing the very brief requests of these fans, it seems that wars have something personally and historically real for people to remember, tell about, and reflect upon. Because many different metal bands release a variety of war-themed songs, there may be much variation in their understanding of wars. Angstrom (2007, p.1-2) describes the outcome of war in terms of the concept of victory or defeat. As a matter of fact, the attitude of heavy metal bands might be not neutral regarding the outcome of wars. If victory is mentioned more often, the attitude of the bands is probably favorable toward war. If the bands instead dwell more on defeat, then their attitude is most likely unfavorable toward war. We will measure the trend of such attitudes during the years 2002 through 2012.
CHAPTER 1. INTRODUCTION
For those not really familiar with heavy metal, blues has been a significant influence as one of its roots (Phillips and Cogan, 2009, p.7) . Weinstein describes such music as (2000, p.16 ):
"…, heavy metal is primarily a blend of two sources, blues rock and psychedelic music. Psychedelic music was noted for its mysterious, drug-trip lyrics, and for the colorful clothes and lighting that marked its performance."
A majority of commentators agree that Led Zeppelin and Black Sabbath are credited with initially bringing this music to the rock world stage (Weinstein, 2000, p.14-15; Phillips and Cogan, 2009, p.3) . As a music genre, it has achieved significant growth while creating many sub-genres after 1983 (Weinstein, 2000, p.21) . The first music of the heavy-metal period suffered unfavorable reviews from many critics. It was associated with lack of intellect, repulsive music, or a form of sick or unsophisticated expression (Weinstein, 2000, p.1-3) . The rise of heavy metal has led to many debates and has grown as a controversial subject. In defense of such music, Weinstein mentions that "Heavy metal erupted with new features that gradually distinguished it from the music present at its time of origin. But it had influences, precursors, and prototypes" (2000, p.9). Perhaps Weinstein's previous statement was intended to simply highlight that the music has had a significant contribution to the development of the rock world. The rise of this music, however, also has affected on today's society. The music is believed by many to promote violence, rebellious behaviors, and suicides among its fans, especially young listeners. For example, Mast and McAndrew (2011, p.63-64) suggest that heavy metal can increase aggression in male students, and Stack, Gundlach & Reeves (1994, p.15-22) have examined the impact of heavy metal subcultures on youth suicides. Heavy metal is also associated with gender and power according to Krenske and McKay (2000, p.287 -304) , who specifically investigate the structure of gender and power in heavy metal music clubs. Interestingly, in the United States such music has caught the attention of some religious groups who see the music is a potential subject for promoting Christian values.
The role of Christian metal bands as a counter to secular metal bands is mentioned by Luhr (2005, p.103 -128) . Additionally, Pieslak (2007, p.123-149) describes heavy metal as being uniquely used by American soldiers in the conduct of the Iraq war, where the music serves as an inspiration, a psychological tactic, and a form of expression when engaging in combat.
Previous empirical studies have not embodied an assumption that metal music contributes harmful or negative impact; rather they have indicated that the music affects different groups of people in different ways, and has a capacity for creating a compelling force capable of affecting people's actions. Heavy metal apparently can touch individuals' minds, feelings, or even their spirits. To quote Weinstein (2000, p. 3), "To many of its detractors heavy metal embodies a shameless attack on the central values of Western civilization." The music may deliver symbolic meaning to those eager to rebel against their personal, social, and political circumstance, and this matters, perhaps chaotically! In the world of heavy metal, messages, aspirations, or themes are added to through visual and verbal communication. Chaos is one of the most common principal themes, and is generally symbolized throughout album covers, band names, album titles, styles and clothing, stage settings, song titles, and lyrics. The chaotic theme of heavy metal is usually distinguished in terms of level one and level two: level one is individual chaos and typically refers to personal unhappiness, emotional and mental problems, failure of relationships, alienation, or social exile; level two is social chaos that speaks to injustice in the world, abuse of power, politics, corrupted systems, or war (Stack, Gundlach & Reeves, 1994, p.16 ). War might be a common theme in music. Shevory (2008) concludes that it is fair to argue that anti-war songs are an eruption of critics against wars. If protest songs bring sentiment to tell the chaos of war, Weinstein (2000, p. 38) argues "Respectable society tries to repress chaos. Heavy metal brings its images to the forefront, empowering them with its vitalizing sound." Unlike protest songs (broadly led by folk and pop genres) that usually refuse the violence of war, many metal bands write specific songs illustrating unique activities such as soldiers fighting spiritedly on the battlefield, heroically and courageously fighting behind enemy lines, or engaging in counterstrikes, military sieges, deadly bombings, or tank battalion maneuvers. Metal songs also describe charismatic generals or invincible attacks, and often mention victory or defeat. Shevory (2008, p.1) mentions "Large street demonstrations, in the United States and elsewhere, reflect acute suspicion of motivations for the war and doubts about its long-term success." However, what is different about heavy metal portrayal of war is the consciousness to emphasize the mayhem and the destruction without being suspicious about the motivation of war.
With respect to such representations, Iced Earth, a metal band from Tampa, Florida, illustrates an interesting war story by writing a trilogy of songs in an album entitled Gettysburg (1863). It tells of the battle between Union and Confederate soldiers to determine the fate of a nation in the American Civil War. These songs highlight a specific historical war -a representation of American history. Some might say that this war is a difficult example for describing defeat or victory because first its motivation is associated with the issue of enslavement and second because of the band's origin in Tampa might create uncertainty in identifying its outcome. In other words, since Iced
Earth comes from what was originally in Confederate territory, the band might describe defeat as the outcome. On the other hand, Iced Earth might call the result victory since it was achieved by the government of the winning side. The songs were written to portray the 1863 Battle of Gettysburg in which the Union defeated the Confederates. The band might therefore be expected to base songs on historical facts to describe the victory of the winning side, because that is most likely what most Americans want to hear today. Also, it may not be popular to emphasize the Confederate defeat more than a century after its occurrence. In short, historically fact-based songs would seem to represent a favorable means for telling what really happened with respect to past wars, especially in terms of the facts of victory or defeat.
On other occasions, certain metal songs are not based upon specific historical backgrounds but speak more generally of war. Such songs do not describe specific winning stories from particular historical facts. Here, metal bands seem less inclined to mention a desirable outcome of war, so their opinions may vary, reflecting a band's personal political views and the current world situation as to whether they mention defeat or victory. Alternatively, the basic realm of war might dominate their decision. Metal band perspectives toward wars are noteworthy in the sense of public awareness. To understand war, Gallie (1991, p.30 ) puts it simply and directly "… is that men are not war-making animals by genetic endowment, but that war is a product of human culture, transmitted and developed over a relatively short span of time." Perhaps war is a relatively common complex topic to articulate, because many scholars embody the concept of war in a large narrative definition. Of course, the understanding contributed by most metal bands has probably not led to any solid war theories, but their attitude is reflected in songs and lyrics, such as in stories of defeat or victory, to portray specific responses toward war.
CHAPTER 2. LITERATURE REVIEW
To emphasize some of the significant functions of music in wartime, Tawa (2009, p.87) On the battlefield, music has the ability to elevate morale, to boost aggressiveness, and to motivate soldiers. "Almost all the metal songs selected by soldiers as an inspiration for combat involve themes of chaos" (Pieslak, 2009, p.148) . Then, Pieslak (2009) can be used to create irritation and frustration against intended enemies and can thereby produce varying degrees of effectiveness in causing distraction to insurgents. Second, it is effective in helping to support interrogation. Some detainees will forsake their uncooperative attitude within 24 hours after listening to specific metal music with which they are not culturally compatible. As a form of self-expression, some soldiers write songs to describe their experiences during the war. Songs can also portray soldiers' emotions and depressions and may mention stories of losing friends on the battlefield, of leaving loved ones or families for duty, of describing soldiers' real lives during wartime, or of engaging in specific combat exercises and operations. To quote Pieslak (2009, p.21 ):
"As we have seen, individuals will interpret music in multiple ways, but music can be also intended to generate meanings that reach across individual boundaries and create common meaning for groups of people."
With the awakening of war, music may offer both opposition and resistance.
Protest songs may be used as weapons. Dorian (2011, p.541) relates that, prior to 1900, such songs emerged as topical ballads, labor songs, or hymns. From 1930 onward, protest music developed as a form of solid consciousness commenting on political situations. As Dorian (2011) emphasizes, "In many ways, writing a protest song is asking for trouble, and it's this sense of jeopardy which gives the form its vitality." In the context of the Vietnam War, protest songs were a part of an antiwar movement to elevate Americans awareness with respect to the war. Musical critics contributed to radiating peace messages and helped to promote public awareness of the need to stop the war. Following war demonstrations, protest songs were performed to infuse protesters' imaginations with questions, doubts, anger, and emotions. Those songs asked their listeners for their thoughts about war and how they make decisions about it (Dorian 2011, p.87-100) . To highlight the essential role of protest songs, Dorian (2011) Music's favorable attitude toward war is more likely to mention victory. In his article, Sing a Song of War, Ron Soodalter (2012, p.24) mentions that "since the dawn of time, men have waged war, and always there was the music. Horns and drums, lyres and pipes inspired and preceded men into battle; bards celebrated victory, lamented defeat."
Music is oriented to describe victory in cases where the goal is to create the most desirable expectation of winning fights. Perhaps every war should have a winner. General Douglas MacArthur (1962) has stated that "in war there is no substitute for victory" (Johnson & Tierney 2006; Mandel, 2007, p.13) . Also, Lord Hankey emphasizes "the first aim in war is to win, the second is to prevent defeat, the third is to shorten it, and the fourth and the most important, which must never be lost to sight, is to make a just durable peace" (Hobbs, p.5, 1979; Mandel, 2007, p.14) . The outcome of war is victory or defeat (Angstrom, 2007, p.1-2) .
To explain the meaning of victory in wars, Lebow (2010, p.109) states two points:
war is fought to achieve political victory, and military victory is marked by the defeat of the other side. Mandel (2010, p.19) argues that military victory is usually incompatible with political victory because military victory historically is most often not followed by political success. Military success is a relatively unfavorable situation from which to support a process for achieving political aims; as he explains, "Military victories do not themselves determine the outcomes of wars; they only provide political opportunities for the victors -even those opportunities are likely to be limited by circumstances beyond their control" (Howard 1999, p. 130; Mandel 2007, p.20) .
On other occasions, the concept of victory is divided into two phases: the first is the phase of war-winning, in which the fight is successfully won in the battlefield, and the second is peace-winning, in which relative postwar stability is pursued and constructed (Mandel 2007, p.19) . After a war is over and military success achieved, the process of postwar construction is subject to strategic victory that emphasizes the achievement of information control, military deterrence, political self-determination, economic reconstruction, social justice, and diplomatic respect (Mandel, 2007, p.21) .
The emphasis of these concepts apparently lies in the range of the execution time of political victory in postwar efforts in which political capability, economic stability and peace efforts are imposed to rebuild reconciliation. Meanwhile, military victory is a period in which battles occur and are over with at least one side winning. Therefore, military success or postwar political goals cannot be sacrificed in the sense of waging war because each of them has its own specified interval of time in which to begin and end.
As mentioned, the concept of victory in war is associated with a variety of interpretations lying between military and political victory. To build specified common perceptions toward victory and defeat, the definition of victory in war is described as a fight won on the battlefield to achieve military victory, and defeat in war is articulated as a fight failing to win or bring military success. Further, Lebow (2010, 113-114) toward the war were shaped by references from the political leader. Gelpi (2012, p.88) describes the construction of public opinion toward war as "They [ordinary citizens] must inevitably construct their attitudes toward war in response to information provided by elite sources such as the news media and partisan politicians."
Among the factors shaping public reaction toward war, the role of media and political elite opinion are likely to dominate. Information received by people helps to build perspective regarding event conflicts. A decline in favor of supporting a specific war might be significant if people see an increasing mention of casualties, civilians killed, or devastating destruction. To relate Mueller's core arguments, Gelpi (2012, 89) highlights "…that the public relies on news events reported from the battlefield casualties to form and update their attitudes toward an ongoing war." Political elite references are also important. This is not to suggest that people should rely only on political arguments, but that they should have at least minimum information regarding certain issues about the 
CHAPTER 3. DEVELOPING HYPOTHESIS
Because of its engagement in many major wars in the twentieth and twenty first centuries, Marsella (2011, p.273) believes that America is an important influence in shaping a culture of war, since the potentially prominent role of the country seems to be that of bringing war to the international stage. In addition, "the U.S. culture has evolved to the point that its citizens have been socialized to believe that there will never be end to war and have learned to tolerate this state of affairs; that U.S. citizens are seduced by war" (Bacevich, 2005; Jamail & Coppola, 2009; Bromwich, 2010; Marsella, 2011, p.720) . Such a state culture of war is accused of having capability to impose the reference of war. In fact, public opinion might be directed to believe in reasonable motives or promising achievements in wars, but the choices of people cannot be isolated to respond to the implications of war. People's reactions can change independently during wartime.
In an attempt to determine factors leading public opinion to shift significantly, one argument is to state that people's reactions to war are influenced more by personal reasons than by foreign policy references (Lippmann 1922; Almond 1960; Berinsky 2009, Another argument is to suggest a contradictive reaction from the bands, because the main character of heavy metal is the spirit of rebellion against common situations, to challenge the voice of the majority, and to refuse to accept mainstream opinion. If most people stand to oppose the action of war, or most public opinion is relatively negative toward international conflicts, then it is no wonder that metal bands would demonstrate favorable attitudes on war. To quote Weinstein (2000) "Heavy metal's insistence on bringing chaos to awareness is a complex affirmation of power, of the power of the forces of disorder, of the power to confront those forces in the imagination, and of the power to transcend those forces in art" (p.38). "Making it a lyrical theme is an act of metaphysical rebellion against the pieties and platitudes of normal society" (p.39). Therefore, I suggest another hypothesis that is in later years (2002) (2003) (2004) (2005) (2006) (2007) (2008) (2009) (2010) (2011) (2012) , victory has been or will be increasingly mentioned by metal bands As those propositions stand, the attitude of metal bands toward war in a current decade is expected to demonstrate specific characteristics. Metal bands can tell whether their attitude is favorable or unfavorable to war in the sense of portraying either victory or defeat. Thus, if the bands are more likely to speak of defeat, they emphasize an unfavorable attitude toward war. Conversely, if the bands demonstrate a favorable attitude toward war they are more likely to mention victory. Then, the availability of lyrics is the second robust category used to sort the songs.
Lyrics of thousands of potential songs are unfortunately not available because most of them are from demo albums, self-release discography, or independent labels. Perhaps those songs are only familiar locally to the restricted heavy metal community instead of to common heavy metal fans from abroad.
The sorting process does not pick all metal songs with lyrics speaking of religious wars, epic wars, and futuristic wars. The story of religious war seems much like relating tales of fights between evil and good in which victory and defeat are mentioned in a perspective of fighting against enemies of God. Epic and futuristic wars are also difficult examples to observe because most stories of war are incorporated with imaginary dimensions and fantasy elements. In general, their lyrical content is incompatible with my research interests, because it is hard to apply such stories to the concept of defeat and victory that I intend to use in this observation.
Also, songs not written in English are automatically excluded. There is no intention to discredit other languages, but the goal is to achieve an effective analysis process without language difficulties. Building analysis from the data, my goal is to determine lyrics that portray either victory or defeat. Instead of using content analysis software, I coded the entire set of data manually. My first step, scoring was based on the appearance of words explicitly and clearly mentioning victory or defeat. However, some songs might not use words defeat and victory directly, but nevertheless have narratives reflecting those meanings. On other occasions, songs sometimes contain only a final conclusion that intends to portray a specified message of victory or defeat. The expression of defeat or victory can sometimes be represented in long statements or in a complete stanza. To anticipate songs that implicitly portray defeat or victory, my alternative step was to look over whole sections of lyrics emphasizing the concept of either defeat or victory. Here, scoring of the second step is based on lyrical interpretation. "not mentioning" reference is dominant by 64 per cent, so the proportion of "mentioning defeat" seems less likely to be significant. The value of "mentioning defeat" is about 40 per cent in 2010, so "not mentioning" scores dominate slightly. In general, the "not mentioning" (0) reference is relatively dominant compared to the "defeat" group (1). years with small proportions of songs mostly portray "victory" (2007, 2011 and 2012) .
Overall, the plot shows the difference in value between the two references (the "victory" reference and the "not mentioning" reference) is small. ) in 2012. Therefore, if I change the predictor, the estimated probability of defeat relatively goes up.
My last scale has three categories (net victory = 1, net defeat = -1 and 0 = neutral victory and defeat). Estimated probabilities of the three categories are reported by (P 1 /P 0 ), (P -1 /P 0 ). P 1 is the probability of net victory and P -1 the estimated probability of net defeat.
The probability of the neutral victory and defeat category is P 0. In addition, P 1 +P 0 +P -1 = 1, the sum of the probabilities is equal to one, so if I know the estimated probabilities of two categories, I can automatically deduce the value of another category.
Prior to making probability calculations of those three categories, (P = e log odds / (1+ e log odds )) can be used to take into account probabilities of net victory (P 1 ) and P 0 (neutral victory and defeat). The log odds of net victory is log (odds) = -166. Table 1 describes probabilities of all categories calculated in this manner. Table 1 shows that the probabilities of two categories (-1 and 0) decrease over years. However, as the year value increases, the estimated probability of the net victory reference (1) slowly increases.
Regarding the equation, my model shows that for victory coefficient (β v = 0.07), defeat coefficient (β d = 0.06), and net victory coefficient (β n = 0.08), that a change in year associated with an increase in predicted value is relatively small. On average, my entire model suggests that a unit change in the year increases the log odds of victory, defeat, and net victory references. As I look at estimated probability from the earliest year to the latest year, mentioning victory increases from 41 percent to 54 percent, followed by 31 percent to 43 percent in mentioning defeat, and from 36 percent to 50 percent for net victory. These probabilities suggest that metal bands are more likely to tell victory than defeat. If victory is mentioned more, then the attitude of the bands might be favorable toward war. The result of estimated probability calculations suggesting that songs are more likely to mention victory than defeat seems to be correct over years. However, the release year is not a good predictor for affecting a large change in my predicted value. The effect of more mentions of victory or defeat is relatively small in every later year since the coefficients (β 1 ) of all scales are also small. Also, the reliability of my result has restrictions since the proportion of my data set is small (n = 69).
In addition, there should be other variables in addition to release year that I did not account for in this observation, and they might contribute different significant effects 
